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Abstract
Typesetting and typography have become misunderstood terms, if not
obsolete, due to the proliferation of computers. Since every computer user has
access to a myriad of typefaces and the ability to modify type through software,
the true qualities ofmany typefaces have become unrecognizable. Therefore, it
is incumbent upon people to seek out the information necessary to be
competent in the area of design and typography. A well-designed type
specimen is the first place to start for a user to reference typographic
terminology and rules. Technical characteristics of typefaces such as tracking,
font metrics, leading and unique recognizable characters could prove to be an
invaluable tool for many people, not just designers. In addition to a type
specimen being a subtle tutorial, it should also be educational.
Computer technology has opened the door for many people and has increased
their exposure to typefaces and typography. On the other hand, it has also led
many to believe that by typing on the computer, they are setting type correctly.
There are many rules and guidelines that should be followed to insure the
correct usage of type, both aesthetically and typographically. And everyone -
designers, printers, typesetters and the general public, need to learn and
practice these rules and terminology to uphold the standards of typography
that have evolved over the centuries.
Type specimen books have been used for centuries, and due to the influx of
technology, that same information is easily accessible on a computer. Many
designers were initially reluctant to use a specimen on the computer. It did not
seem as
'pure'
as a type specimen book. The computer would add glitz and
glimmer while sacrificing quality and quantity of information. But as more and
more specimens became available on the computer, it became obvious that
huge amounts of information could be included and continually updated,
whereas it would be far too much to include in a book. A well-designed user-
friendly specimen could be an invaluable tool to a designer. Many specimens,
while being aesthetically pleasing, were not useful as a reference tool or
educational aid.
While everyone has their own reasons for wanting specific attributes in a
specimen, these needs all begin to intermix and overlap, thusly forming a
complex entity. Designers, printers and typesetters may all have different needs,
but they all have one thing in common: everyone wants a useable and helpful
type specimen book. An interactive type specimen is a necessary and valuable
tool for any professional in the graphic industry. The ease of use, the
ability to keep it updated, and the cohesive format make an interactive
specimen useful to all levels of type users. Since printed material is outdated as
soon as it is completed, an interactive piece has the flexibility to be continually
updated - keeping the users up-to-date on the trends, news and information
regarding type and typography.
Chapter T
Introduction
Design of a type specimen is "one of the most stimulating of all typographical
projects. It is a taskwhich provides unparalleled freedom to subjugate copy and
every other normal obligation to the single objective of presenting a typeface in
its most favourable context."l
This statement fully embraces all that a type specimen has represented and will
come to exemplify in the rapidly changing industry of graphic arts. Type and
typography is the basis, the foundation, of successful design. Typography can
play a number of roles - it can be used to evoke a mood, to create a visual, to
catch someone's attention or just to communicate a message. Typography can
be so subtle it becomes almost subliminal. It may just skillfully enter into our
senses, as we are unaware of its presence or its influence. Or it can be so
powerful, so forceful, that it screams its message into our consciousness. A
controversial argument that is being fought constantly in the design world is
the battle between legibility and aesthetic quality.When does one stop and one
start? In the strive for aesthetics, the creation of illegible designs, while
interesting to look at, are causing many to give up on the idea of actually
reading the message. It has become
"trendy"
to break the rules of design. In
breaking these rules, designers are also breaking the rules of typography. But,
many designers claim that their studies of the history of design and of the lives
and works of the creators ofwood and metal type and beautiful hand lettering
are what have allowed them to break these rules. They emphasize again and
again that they learned what the rules were first and then used that knowledge
to break the rules.
The standards that were dedicated to type setting and typography need to be
taught to and absorbed by the new generations of designers and printers. These
rules need to be learned before they can be practiced, and especially before they
can be broken. But the digital revolution has brought a new perspective to the
world of type. It has become too easy for anyone to sit down and choose a font
that is readily available on their computer. But most of those working in the
graphics arts field, such as designers and printers, have not cast aside the
standards set regarding type and typesetting. Type
founders'
specimen books
from the turn of the century set the criteria for design and production
internationally.2 People experienced and educated in typography realize that
there is much more to type than just typing on a computer keyboard. But as
more young computer-literate graphic artists enter the work place, many of the
proper typesetting rules are forgotten, or were never learned. A type specimen
is often the only exposure many young designers have to type and typography.
Many type books designed in recent years are inadequate to fulfill the needs of
most graphic artists, new to the industry or experienced veterans. Due to the
fact that graphic designers make up the majority of the target market for type
specimens, many type companies try to make their specimen books and
software look very trendy and visually stimulating. The original concept of
using a type specimen book to assist one in choosing a typeface and using it
correctly becomes lost in all of the advertising hype. Many designers, in this
fast-paced world of technology do not have the time or desire to use type
specimen books.
Since many type specimen books and software are geared toward those
individuals who are familiar with type - they may only show the alphabet in
upper and lower case, possibly with figures. What they do not show is any
information that someone unfamiliar with type and typographic terminology
could learn from. Gustov Jaegar understood this concept when he stated, "It is
a mistake to believe that a conclusive judgment of a typeface can be passed on
the basis of an alphabetical display." 3
Background & Significance
Now that so many people own computers, and not just designers and graphic
artists, they need a resource to help educate them about typography, the
terminology and what it all means. The Fontshop Type Specimen Book is a
useful resource to designers or those who have a comprehensive understanding
of typography.4 Created in 1991 by British graphic and type designer Neville
Brody, this book is not only a resource, but also an example of design in itself.
Over 5,000 faces are arranged alphabetically in a three-ring binder, divided by
tabbed pages, each designed by a different designer. The full alphabet is shown
in a weight representative of the category of the typeface, be it display or text.
There is also a short history about the designer of the typeface, along with the
year it was introduced. This book is a perfect example of a book that is
informative and visually appealing to designers, but it may be a bit
overwhelming and even a little intimidating to someone with nothing more
than a basic understanding of typography.
Emigre is also another type company that is extremely popular with designers,
for both their type and type specimens. Emigre's philosophy states, "New
technology was the genesis for the letter designs, rather than impetus for
change."The main goal of their specimen books is to show the typeface in a
variety of sizes and uses-not to help users achieve a better understanding of
typography. They gear their specimen books to the computer user, but they do
not take into account that while most designers and printers are also computer
users, they also appreciate type and additional information that may help them
in their design. Some of their type specimens, which are not books at all, but
are posters, are designed merely for the sake of attracting attention, not for
showing the forms of the letters.
The needs of graphic designers are rarelymet in existing books or in software.
In the concept stage of any design, many designers, myself included, still refer
to type specimens to locate the appropriate font for a project. This has become
increasingly difficult due to type specimens that show the alphabet at a small
point size, or do not show the complete alphabet.When designing a piece that
has a look of a specific time period or style, knowing the history of a typeface
or learning the date it was released could be helpful in a designers decision to
use that particular face. In addition, many designers are often asked to match a
typeface on a piece that was previously done. This too, is especially difficult if
there is not a complete alphabet and there are only a few letters to compare.
There are elements that can be included on a specimen page that would make
it easier for the user to recognize and/or identify a specific typeface. One such
element would be displaying key characters, such as capital
"T"
or
"P"
or lower
case
"g" for ease of recognition. These could be displayed on a type specimen
page to assist designers in the comparison of typefaces and aid in the
recognition of characteristics unique to a specific font. Key characters can also
increase a person's awareness of a particular typeface, and this feature may be
remembered long after the viewer has looked at the specimen.
The
"appreciation"
of type has a whole new meaning in our technologically
advanced civilization. The quality of the type specimen has suffered due to the
vast quantities of typefaces available. Since the early 1900's, many have believed
the quality of the type specimen book has been gradually
declining.5 But due
to the high standards of printing that are expected, along with the equally high
standards that people in the graphic arts industry have toward typography,
quality type specimen books should be of interest to everyone
involved.6 This
also applies to a specimen designed for the computer. If anything, a specimen
on the computer has the ability to be more comprehensive and user-friendly.
Furthermore, specimens of some of the more recent companies do not put out
books at all. They send out a huge poster with many of their fonts featured.
These posters usually consist of the complete alphabet of each face and perhaps
an accompanying block of text. On the back of the poster is often a piece
designed using some of the featured typefaces. While these posters are
sometimes aesthetically pleasing, they fail to give much information about the
typeface itself, and little or no information regarding the designer, kerning,
tracking, or characters per pica, to name a few. On the other hand, these
specimen pages are always visually interesting and they dare the viewer to open
the folded pages. This exact problem has plagued specimen book designers
since the first book was designed. Is it possible to combine aesthetics,
bibliographical information, and the ability to appeal to a commercial market?7
These questions have been asked for decades. As stated in the Monotype
Newsletter in 1952," . . . numbers of type founders' specimen books are
dwindling . . .there should be a change in the marketing need and the
conditions."8 These statements can still be asked and applied to the type
specimens of today. The market is definitely available for an interactive type
specimen; one that educates as well as informs. This computer-based specimen
would be created in Director and would be cross-platform. The user would
have basic typographic knowledge. By clicking on "hot spots", the viewer can
choose to view different aspects of the type specimen. As previouslymentioned,
this form of a specimen book would b every user-friendly. This educational tool
would appeal to novice users as well as more experienced users.
Reasons for Interest
The wants and needs of the largest market share of users are overlooked when
it comes to type specimen books. Through research and interviews with
typographers, designers, and students, the realization was made that most
people were intrigued with the idea of a comprehensive type specimen. It
seems that many people have begun to take type for granted; it has become too
easy for designers to settle on a font because it is on their computer. There is a
genuine need for a type specimen to offer more than just an alphabet.
Designers want to be able to look and see how leading, tracking, and font
metrics look in a particular typeface, as compared to another. Key characters
are extremely important, as they help people recognize certain characteristics
that may be unique to a certain typeface. They are starting to appreciate what
type and typography represented centuries ago, when type was made and set by
hand. Designers are often in the position of coming up with concepts for a
new design project. The first thing he or she will look at is a type specimen and
choose a few different typefaces. In most cases, the type chosen will set the tone
for the entire piece. Type plays an important role in the conceptual end of a
design, along with the equally important role type holds in regard to
communicating a message to the viewer. In addition to using a type specimen
book to help in the decision of choosing a typeface that may have the right
look, a designer will also use the specimen to compare the different x-heights
and characteristics of typefaces. Many students use a typeface because they
have a very limited number of fonts, or they jump on the trendy typographic
bandwagon. They do not spend time researching type to choose an appropriate
typeface. They tend to use basic fonts, such as Times and Helvetica. Due to the
fact that they have a limited knowledge about design and typographic history,
they will play it safe or go to the other extreme and experiment - sometimes
with disastrous results. Students need not only an aid to assist them in type
selection, but they need an educational tool to help them learn more about
type and the correct ways of using it.
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Chapter 1
Theoretical Basis of Study
The Computer and Type Specimen Books
Words are joined to form verbal sentences and typographic lines.The
configuration and placement of lines of type are significant structural
concerns. In its most basic form, a line of type consists of a single point size
and a single weight extended horizontally over a specific line width. '
Basic ideas and philosophies which were at one time taught such as this one,
regarding type, its use and function, are quickly becoming obsolete. While the
concept is still the same, many who practice this are not aware of the
foundation upon which their use of type stands. The computer has played a
major role in the graphic arts profession and the effects of it are becoming
evident in our society as well as the industry. As a result, type specimens are
considered to be a dying resource by many in the graphic arts industry. Since a
wide variety of professions are now using the computer on a day-to-day basis, a
type specimen could be geared toward that market. The emergence of the
computer has allowed many people to disregard the training and knowledge
they have of typography. This machine has greatly affected the profession of
graphic design. A general decline in the use of type, the terminology, the
knowledge and the overall expectations that many have in regards to the
outcome of a finished piece are glaringly apparent. Due to the embracing of
technology in today's industry, type specimen books are not considered to be
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one of the more essential tools of the graphic arts profession. Many graphic
designers do not have the time to keep checking a book. The use of the
computer has caused a general laziness in regard to the use of type. "A love of
letters is the beginning of typographic know how.Whereas type may be only a
part of the designer's task, it must be handled with the same taste and creativity
as other design elements."2 This basic philosophy does not seem as valid as it
may have at one time.
Type Specimen Programs
The Type Book
Programs are now available for the computer that create sample type specimen
pages. One such program, "The
TypeBook"
creates a page for each font on a
computer, resulting in the creation of a complete reference manual. The
introduction to "The TypeBook" states,
The TypeBook is a Mac utility which aids in the creation and maintenance of
a typeface reference book.This type of reference is extremely popular in the
Graphics and Typesetting industries. It helps people (both clients and
employees) select typefaces by demonstrating the various artistic attributes
of each face on a printed page.3
By stating that this helps "both clients and employees", this program is
encouraging people that may not have any formal training in type to use the
11
MinIon-Regular
. ABCDEFGHIJKlilXOPQRSTL^^sTCYZabcdefi^i^Jrimopir^
, ABCDEFGHIJKLMNO
PQRSTUVWXYZabcde
fghijklmnopqrstuvwxyz
0123456789!?,"<t$&%{}
OieTyptBoo*.
program and select typefaces. One of the major focal points of this program is
that normally, the computer user would have to create his or her own pages
with a desktop program and then change the
font with each page. This program, "eliminates
the need for operator involvement in creating
each page. Selection of the desired typefaces
and issue of the Print command is all that is
required."4 While this program, like many
others similar to it, does offer ease of use, it
does not offer any other information except
some very basic features. It displays the
fig2-1
alphabet up to 18 points, then jumps to 48. The alphabet is cropped as it
reaches the end of the page (fig. 2-1). Thus, as the point size gets larger, the last
quarter to last half of the alphabet is not shown. Only three paragraphs are
shown with leading. It does feature characters per pica, but in terms of font
metrics, the "The
TypeBook"
only offers the
cap height. The x-height, or ascender and
descender heights are not mentioned.
The user also has the option of printing out a
page of complete characters and a page of the
character set (fig. 2-2). This page enables the
user to see which key stoke he or she needs to
apply to acquire certain characters. Since many H2-2
of these characters are hidden, this chart can be a very helpful tool.
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The user can also print out a page of a
complete character showing, which can be
confusing (fig 2-3). This does show the
complete character listing, but the user has to
consult the page of the key character first, to
find out where to find a specific character on
the keyboard. The large letter format with no
spacing makes this page very difficult to read
and interpret.
Mlnlon-Regular
!"#$%&'()*+,-./0123456
789:;<=>?@ABCDEFG
HIJKLMNOPQRSTUV
WXYZ[\] aJabcdefghijk
lmnopqrstuvwxyzf I }~A
ACENOUaaaaaa^eeeeiiii
n66666uuuut<t'j6
'-?^0oo<>u:3in
7iJaoQs0(5i->V/~A. . .A
AOCE-oe"'"VOy&taofi
flM%oAEAEEini60#
ouOOm
fig 2-3
Line Showings
ABCDEFGHl|KLMNOPQRSTUVWXYZ!8t?$c%
abcdefghijklmnopqrsluvwxyz0123456789
A line showing is also an option the user can
choose to view. This also does not give much
information (fig 2-4). There is no
accompanying explanation of the purpose of
this page.While this program and its
capabilities may assist the computer user on a
limited level, it does not offer any specific or
in-depth information about that particular
typeface. This type of program is really geared toward novice
computer and type users. Someone with a basic understanding of type will
quickly be disappointed.
astes**
fig 2-4
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Linotype Font Explorer 1.0
Linotype Font Explorer 1 .0 is a
comprehensive interactive type specimen
This type specimen offers quite a bit of
information, some being very
useful. The user can print out
specimen pages directly from the
Font Explorer, but it is only a
sample of the alphabet. A sample
page of different point sizes and
leadings is also an option (fig 2-5).
There are some interesting features,
such as a timeline and mood indicator of the type
Unotrp. Ff*x{*onf iilYp m
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"
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"OHamburg
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SertloLH
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fig 2-5
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Adobe Type Manager (ATM) Deluxe 4.0
Another example of an electronic type
specimen is the Adobe Type Manager (ATM
Deluxe) 4.0 (fig 2-6). Specimen pages can be
printed from directlywithin this program as
well. These pages are more comprehensive
than those out of the Font Explorer, but still
not complete. A complete alphabet is shown,
abcdefghljklmnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUV
1234567890 $%&(.,;:"""!?)
Whtfe tre basic shapes of letters haven't changedmuch in
nundreds of years, there hove been Thousands of variations
on the Theme There are special types torTelephone books.
rewspdpe-s andmagazines, and for The exclusive use ot
corporations. Some typefaces have a lelsuroty look about
them whle conforming to everyday Typographic
>jit kooc raanlrwig every tow ckj a-o-ed for one etc*iiB
JusT keep examining every low bid quoted far znc e:chtng
Just keep examining every low bid quoted t
, Just keep examining every low bid
Just keep examining every to
Just keep examining
Just keep exami
Just keep exa
fig 2-6
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but there is no mention of any other aspects of the type, such as leading,
recognition characters, tracking, etc.
Graphic Design and the Need for a Comprehensive Type Specimen
The designer or typographer must determine when the overall effect is
balanced and fully integrated. All design considerations - typeface selection,
alignments, and spacing - should display connections that are apparent
and distinct.5
Decisions such as these along with all of the questions that may arise while
trying to spec type could all be addressed by a successfully designed type
specimen. Many designers, along with professionals in the graphic arts field,
rely on the computer to do all of this for them. The
"user-friendliness"
that
comes with the computer has made design and desktop publishing available to
everyone, regardless of their training. The public is now saturated with poorly
designed and trendy pieces that seem to be setting the standard for design and
production. Around the turn of the century,
typefounders'
specimen books
used to set the criteria for design and production on an international level.6
Type specimens should be of interest to all of those concerned with the high
standards of typography and printing.7 This is not the case anymore. Since
most type specimen books nowadays consist of only a small line of type,
sometimes only a partial alphabet, they are not considered a valuable resource
to turn to for answers. Questions such as "What typeface would convey the
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mood of sorrow or
pain?"
or "I have limited space in this layout, so how does
the x-height of this typeface compare to that are not addressed. Most
designers will just glance down a font list for their computer and settle on one.
Terms that are the basis of type and its usage, are rarely used, if they were even
learned, by many designers or computer users. If the user is even familiar with
the term "em space", they very often do not know that it originated in the days
of metal type, and it refers to the piece of metal that is a square of the point
size being used. Smaller pieces ofmetal, which would be subdivisions of the
"em"
were used in between words. Many people do not know that the term
"leading"
originated from the metal strips, or leads, that were used between
lines of metal type.8 A type specimen could be a valuable tool for speccing
type, along with being an educational piece for users of type. Not only could
these users be exposed to different typefaces and styles, they could be educated
in the proper use of type and the terminology, if they so choose.
Since almost all designers now do their own typesetting on a computer, the
care and precision a trained typesetter used in the past has become virtually
obsolete. In the early 1900's, typography was considered to be one of the more
important and promising parts of the graphic arts industry. The superb use
and construction of type was a direct correlation to the creation of a higher
standard of printing.9
Stated byAlex White in his book, How to Spec Type, "Whenever you work with
type, always consider what you are doing, and understand why you are doing it,
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before you run headlong into specifying type."10 A type specimen should be an
invaluable tool to anyone, of any profession, that uses type. This specimen
should not only show what a particular typeface looks like, it should educate
the viewer about type in general. "The basic fundamentals of organizing type
to most effectively communicate ideas . . . While printing, both editorial
(book) and commercial (ads), is the prime end result of this knowledge."11
In their defense, not all blame can be placed on the designers. In many cases,
when purchasing type for the computer from any number of type companies, a
sample specimen page pertaining to that particular font, much less an entire
specimen book featuring all of the fonts sold by that company, is not included
with the diskette that contains that font. And most type companies assume that
the purchaser of the font is a designer, or someone that will be doing some
type of design with their font. Not only would this be a chance for the type
company to advertise, but it would be a prime opportunity to begin to educate
the general public, along with designers, about type and the correct and
incorrect ways to use it.
One of the most overlooked problems with most type specimen books is that
they are not geared toward different professions and different levels of
knowledge in the type user. Some specimens are definitely geared toward
graphic designers. They may feature the typeface in an eye-catching design.
While the designer may appreciate the design, this type of specimen page is not
very worthwhile to the other users. There is no information included
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addressing the characters per pica, recognizable characteristics, or a feature that
would allow a comparison of x-heights between different typefaces. There is
very rarely any information included at all. An interactive type specimen
cannot only serve a function, displaying a typeface, but it can appeal to the
computer user due to its friendly interface and ease of use. A comprehensive
type specimen would have great appeal to the
"average"
user of type. At a
glance, he or she can see the basic characteristics on a certain typeface. But
upon deeper exploration, he or she can learn more about more detailed
specifics, such as the characters per pica or font metrics.
18
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Chapter TTT
Review of the Literature
Throughout the years between 1920 to 1940, there was a tremendous rise in
the production of type specimen books which can be directly correlated to the
increase in the printing industry.1 Also, designers began to demand more and
more specimen books to meet their ever growing needs. Eventually, type
specimen books became more than just an alphabet or a few words on a page.
They became a design unto themselves as well as being a tool to the user.
Type specimen books have certainly come a long way from the first book
produced by a printer in 1567. This was an indexsive specimen by Christopher
Plantin in Antwerp.2 It is possible to see the influence Plantin's book had, and
continues to have, on successive type specimen books. Although Plantin's book
only showed one size, the complete font was present. In addition, a few letters
were shown of italic, small caps, lower case and italic numerals in each
represented size. Plantin also had showings of borders, ornaments, and rules.
He also believed that a proper printer's type specimen book should be a bound
volume, not loose leaf pages.3 Plantin knew what the needs of those using the
book were. But he also had a vision of what the needs would become. To
continue, the specimen book created by Theodore DeVinne took the book by
Plantin one step further. DeVinne's book showed numbers, accented letters,
and mathematical symbols. Also, signs of the zodiac, peculiar sorts and the
foundry where the type was cast set this book apart from many others.4 In
addition, an alphabet of small caps, swash letters and ligatures used with the
particular font were also displayed.
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In 1923, American Type Founders produced the most widely used and
respected type specimen book of its time.5 This book was the most
comprehensive book of its time - it had anything a designer or printer could
want or need. Beginning with an index in the front of the book, many pages of
popular faces were shown. The copyright date and the manufacturer were also
displayed. A complete set of characters was shown along with sentences and
words in sizes ranging from 24 points to 72 points in basic increments: 24, 26,
48, 60, and 72. Only one face is displayed per page, making it easier for
recognition and study. Furthermore, there is also an area designated to the
showing of design.6 While this book is extremely thorough and contains large
amounts of information, in some instances there is so much content it tends to
become confusing and overwhelming. For example, the name of the typeface is
displayed in that respective face. In terms of some script or decorative faces,
legibility becomes a problem.
In 1941, the American Type Founders released a supplement to The Book of
American Types. This supplement is enclosed in a pocket inside the front cover.
This is a very efficient method of storage and it also makes it easier to replace
older versions with new updates. Also, this supplement shows the influence of
the design styles of the period. Some headline are vertical on the page. A "torn
element is used on some pages along with layering of elements. The use
of these elements makes the supplement more contemporary, thus appealing to
the design and printing industry. Not only does it relay information, it is
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visually stimulating and interesting. Type specimens were beginning to be seen
as not only a necessity, but also as a creative outlet to show the beauty of the
type and the myriad of uses a particular face can be applied.
This supplement, which stresses the beauty of the specimen book is
reminiscent of "The Rugged Roycroft" produced by the American Type Foundry
of Boston in 1902. This book shows that a type specimen book can also be a
beautiful work of art; it becomes more of an exquisitely done book than a type
specimen. A beautifully embossed cover sets the mood for the viewer. The
reader is greeted with initial caps beginning the text which tells the story of
Roycroft and his type. Accompanying this text is woodcut and pen and ink
illustrations. There are also sample ads and a calendar in
"The Rugged Roycroft".
This is a wonderful example of a well executed book, but in terms of a type
specimen, it does not contain much useful information. Designers would enjoy
looking at it for the design aspects, but they would not consult this book to
obtain technical information to assist them in speccing type.
In 1952, Typographica developed a hierarchy to be applied to type specimen
books. This hierarchy is in order of importance to obtain the most successful
type specimen book. First in the hierarchical list is a showing of the capital
letters, from A to Z, with the alternative sort sets after the alphabet. The capital
letters are then followed by the ampersand and logotype capitals, JE and GE.
Alternative capitals, other logotype capitals are next, followed by the lowercase
letters, a through z. These letters are followed by lowercase logotype letters, ee
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and oe. Then the alternative lowercase sorts are portrayed. Logotype letters are
next, followed by ligatures. Small capitals, A through Z are next in order of
importance, followed by both old style and modern numbers. Lastly,
punctuation is presented. This hierarchical system, while being thorough and
including most aspects of an informative type specimen does not use the most
efficient method of organization in displaying the order and content of the
major points that should be used in a type specimen. In addition, all of the
lines in the display are shown without the amount of leading indicated. These
lines of text are not letter spaced and there is no explanation as to the purpose
of this. Also, the practical use of this hierarchical method is not aided by the
introduction of color.7 On the other hand, this specimen does have many
redeeming features. The whole alphabet is shown, not just a phrase or word.
An extremely important factor of this book is that it must meet the needs and
uses of all of the people implementing it: publishers, ad agencies, typographers,
and designers.8 Also, two basic ideals that were the foundation for this
specimen were that it must be easy to handle and be economically produced.8
In 1924, Daniel Berkeley Updike state in his book "In the Day's
Work"
that
blank books in which proofs were pasted were a useful way of displaying type
samples, but a loose leaf folder was an even better solution to the problem of
updating the specimen book. The loose leafmethod permitted the addition of
new pages in the proper sequence.9 This idea of a loose leaf binder became very
popular in the Sphinx-Continental Specimen. In addition, folios also proved
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successful in displaying type. Each folio told the weight and type of stock the
sample was printed on, along with the size of the mould used for the making
of the paper used in the book. Each folio was an advertisement for a particular
typeface. These pages, at 7 inches by 9 inches folded out to 9 inches by
14 inches.10
Many specimens used the fold out concept to show additional information.
Herman Zapf used it to show his 'Marconi' typeface. It was also seen in
Divertissments Typographiques, although the fold out was not used on every
page.11 In the Columbia type specimen, fold out pages were used to show text
at different point sizes and leading. Figures and fractions were also displayed.
This type specimen also showed ligatures with small and swash capitals. An
informative aspect that applies to both designers and printers is white text
reversed out of black, to show both legibility and ink fill in. The fold out
concept allowed type houses to show greater amounts of info in a manageable
size book.
A main point stressed in Typographical hierarchy was the showing of the
complete alphabet. This important factor began to be recognized by others
who were designing and using the type specimen books. "The showing of
complete characters sets for each family and one line showing of each
individual font is certainly a step in the right direction."12 Most type specimen
books began to show the full alphabet. This became imperative for font
recognition and comparison. For example, the complete alphabet was shown in
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The Alphatype Typemasters' Book ofFaces. This book, using up to five pages per
family, shows the larger point sizes from 24 to 48 on the back of the first page.
The full alphabet is shown in both roman and italic. Letterspacing and kerning
are also depicted on the back of the page. Showing the full alphabet in both
roman and italic is detrimental to designers and printers alike. It is a great aid,
helping to compare line length and character width of the roman and italic
faces. Eventually, very few type specimen books were shown with only partial
alphabets. In a similar manner, the majority of type specimen books also
depicted a block of text, or at least a few sentences to show leading, kerning
and the general color of a paragraph of text. Daniel Berkeley Updike wrote in
In the Day's Work, "The same passage (either in Latin or English) may be used
throughout the volume to show types for book pages and the comparative
amount of matter which can be set in various sizes of
type."
Thus, a successful
specimen book cannot survive on showing only an alphabet. While it has a
purpose of identifying type, it should serve as a tool to help a designer or
printer see how text will look when set in a paragraph or on a book's page. One
may also see how different leadings look when paired with various point sizes.
In Updike's book, he discusses the proper way of showing paragraphs; he
suggests four paragraphs with varying leading. Since this would take up quite a
bit of space, his idea was to possibly spread this out over facing pages. As for
larger sizes, such as inscriptional faces, a separate page would be included. 13
To appeal to graphic designers, the Berthold types booklets featured different
designers'
autobiographies in the text blocks. These booklets also showed
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sample words and phrases. By using the same text for these words and phrases,
users found comparison of fonts much easier.
By showing a block of text, a viewer could see how much space would be
required for a particular point size of a selected font. This became a wonderful
tool to designers and typesetters, who were constantly having to deal with
copyfitting. Displaying characters per pica seemed to be rare in type specimen
books. If it was shown, it was often in a chart on the back cover or on the back
of the font listing page.
As printing became more advanced, type specimen books began to adapt to
ever changing needs. Color was introduced to show not only the typefaces, but
the quality and craftsmanship of the metal type. Some foundries, such as
L'Astree, produced a poster. In the book featuring the typeface Kabel, the actual
construction of the letter was shown. The Berthold types Booklet contained
full display pages that were similar to posters. It also had double page spreads
of illustrations and photos incorporated together with type. It was these
smaller booklets that featured a few faces, or maybe even just one family, that
were geared towards designers and printers. It was common to see suggestions
of possible uses of the featured typefaces. An example was in the booklet for
"Medieval: An Interface
Face."
In this booklet, suggestions were given for the
face to be used for letterheads and business correspondence. Furthermore, in
addition to there being tips on how to use specific faces, the "Bifur
Alphabet"
gave ways not to use the face in conjunction with design. Type specimen books
26
featured sample advertisements utilizing the typeface being featured. This
would help show designers proper and accepted use of certain fonts. Most
designers had a want and "need to see the face in use to determine the quality
of the typeface."14 By seeing a face in an actual design, a designer can grasp an
idea of what the face looks like printed, or the mood or feeling it portrays.
Moving into the computer age, software and programs have been developed to
show typefaces and their uses. The most comprehensive example is Linotype's
Font Explorer 1.0. This is a very complex type specimen. There are many
different modules that the user can choose from. The program offers
'basic'
usage or 'advanced', so the user can choose the level he or she wants to use it.
The initial page shows the complete alphabet and the designer's name and the
year the typeface was created. In the
'basic'
usage, the classifications are shown.
It does not list a complete classification list, with only serif, sans serif, script
and decorative available. A second module is the variations. Here are such
concepts as: expert, black letters, handtooled, titlings, oldstyle figures,
ornamental, small caps. This area seems disjointed. Many of these choices
could be combined with others. The third module represented symbols. Under
this heading, the user could choose borders, dingbats, games, ornaments, and
phonetic. Again, some of these seemed to go better combined with others. The
user could also choose language. An interesting concept was the user could
choose the application for the type, such as books, papers, cards, letters, and
screen. He or she could then choose the appropriate point size. While the idea
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was intriguing, it was confusing once selections were made. If the user chose
the
'Advanced'
modules, he or she could search for typefaces according to
mood. This too was interesting, but it was more of an opinion, not a proven
method. Serif scale and calculations were also modules. The user could scale
either the serif or the complete font and the program would choose a typeface
that was similar to what the user is looking for. The program will also offer
suggestions based on a timeline that the user can turn a knob to a particular
year and a typeface will be chosen. A great concept that Font Explorer does
offer is making a PDF file of a specimen page. But it was a disappointment
when the page appeared showing only a few letters. Lacking in this program
was a designer biography and any other typographic information, such as
leading and tracking.
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Chapter TV
Statement of the Problem
Design of a type specimen is "one of the most stimulating of all
typographical projects. It is a task which provides unparalleled freedom
to subjugate copy and every other normal obligation to the single
objective of presenting a typeface in its most favorable
context."'
Designing a type specimen is a stimulating, yet challenging project. Working
with a typeface to show its beauty and form is very different than choosing a
typeface to use in the design of a particular project. Be it a book or on a disk,
the task of designing a successful specimen is one in the same. A type specimen
should appeal to the user. It should give information and educate. Since the
"Virtual Type Specimen" is aimed at graphic designers, this specimen must be
visually appealing, as well as educational.
Due to the growing popularity of the computer in the graphics arts industry,
the use of type is suffering. Designers still need to use type specimens. A type
specimen needs to have features that are not readily available to designers. And
most working professionals do not have time to search for information when
they can easily choose a typeface that is readily available on the computer. Basic
features like leading, metrics and tracking are treated by designers in a
haphazard manner - making it fit or making it work the easiest and fastest way
possible. With the new millennium quickly approaching, an interactive type
specimen that can be geared toward the user is a promising tool. This
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interactive piece has the flexibility to be continually updated with new
information and new typefaces.
A type specimen must be easy to use, convenient and easy to update. Type is
being generated at an astounding rate. Somehow, designers must be kept
abreast of new developments. Designers need education on the uses of type
and typography. Some designers are compromising their designs due to a lack
of knowledge.
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Chapter V
Methodology
In the course of preparation required for designing the most effective type
specimen book, comprehensive research of specimen books, past and present
was done. A study of the pages, both aesthetically and theoretically, was used to
determine the purpose of the book, what type of user the book was geared
toward, and what the designer hoped to accomplish, be it to sell type or to
show the aesthetic quality of the type. The audience for which each particular
sample was designed is important. Books meant to appeal to graphic designers
or commercial artists incorporated design elements, color, sample ads, and
typographical information. On the other hand, books geared toward printers
or typesetters were more straight forward on the representation of the alphabet
and paragraphs of type. It is the author's belief that for a type specimen book
to be successful in this technological age. It must cater to everyone that may
have a use for it: designers, artists, printers, and typesetters. Although one
group may not need everything on the page, everyone can find something on
the page that is useful, if not necessary for them. In addition, it can also
become a learning tool to educate users on some of the typographic
terminology and uses that may not be familiar or necessary to their
particular uses.
After careful noting of a wide variety of features in existing specimen books,
sample pages were designed. Included were elements that were beneficial along
with some that were not necessary.
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A facing page format was designed, to fit all of the pertinent information on
the page. Starting in the upper left hand corner of the left page is the complete
alphabet, numerals and ligatures. This is all represented in 24 pt. type. Directly
below the alphabet is a font metrics chart. This chart shows the sizes of selected
letters in millimeters. These letters, capital H and lower case b, p, and x
represent all aspects of an alphabet: cap height, ascender and descender
measurements, and x-height. This, while not available in the majority of
specimen books, is a useful tool, not only to compare size relationships, but
also for type recognition. Next is the listing of signature characters. These
letters are chosen due to recognizable characteristics they possess to assist the
user in correctly identifying the typeface. Although this sample specimen page
represents only one typeface and not the whole family, the signature characters
contain roman and italic along with upper and lower case. In the upper right
hand corner of the left page is the name of the typeface, in this case, "Century
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Old Style Roman". This title was in the actual face that is represented, but the
titles of pages for script and decorative faces would be extremely difficult to
read. Thus, the same typeface was used consistently on all pages. Under the
title is a brief biography of the type designer and some interesting trivia on
both the font and the designer. Following the biography are eight paragraphs of
varying point size and leading. The sizes are as follows: 9/9, 9/10, 9/11, 10/10,
10/12, 12/12, 12/13, and 12/14. Each paragraph contains the same wording,
with the last few lines in italic. Eight paragraphs were chosen so that the user
could not only see size and leading comparisons, but he or she could see the
color of each paragraph, relative to its size of type and leading. Also, the viewer
can see this face in some smaller sizes to give him or her an idea of how serifs
may or may not hold. At the bottom of this page is a Characters Per Pica (CPP)
chart, ranging consecutively from 6 picas to 13, and then some display sizes
such as 18, 20, 24, and 36. CPP used to be imperative when copyfitting was
needed to guarantee text would fit in a designated area. Although CPP is not
used in the capacity that it once was, this chart still gives designers and
typesetters a reference guide for the amount of text they have verses the space
available. In the upper left corner of the right hand page, there are three
examples of display type in 24, 36, and 48 pt. These examples are shown in
both upper and lower case. These samples show the viewer how this particular
typeface looks in the larger sizes. Under the display samples are showings of
different line widths, varying from a hairline to a 3 point line, each line
increasing in .5 point increments. In the upper right hand corner of this page is
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a paragraph of type, in 18 and 10 point text, both roman and italic, in a screen
percentage of black. The screened type will show the viewer how this particular
typeface looks in a screen tint. Thus, the viewer can use this as a reference to
check serif degradation and overall color of the paragraph. Below the screened
text is a block of text reversed out of black. By having the stark white letters
reversing out of a black box, this can also be used in addition to the screened
text, for overall letter degradation and the color of the text. Some typefaces
tend to lose the crispness of serifs or recognizable features when knocked out
of black. This will also give the user any indication that they may run into
printing problems concerning the legibility of the text. This mainly depends on
the printing process and quality of the printing, the thickness and thinness of
the serifs and components of individual letters, along with paper texture and
quality. This feature of the specimen page not only serves as a reminder of
some of the consequences of knocking out type from black or any dark color,
but it also serves as a median reference point for comparison.
Another element included on this page is a showing of special characters or
exotics. These are characters that are attributed to that particular typeface
being shown. An example of an exotic would be
""
or "". This is a useful tool
so the user can compare the exotics from different faces and also see what
exotics are available for a specific typeface. This feature correlates with the
signature characters, as it helps the viewer find recognizable characteristics of a
specific typeface.
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The final element on this page is a font metric scaling guide running down the
right hand edge. This guide shows the scale of the ascender, descender and x-
height and their relationships to each other. Represented standard sizes are
represented for both text and display. The sizes displayed are 7, 8, 9, 10, 12, 14,
18, 24, 36, 48, 60, and 72. The viewer could use this scaling chart to determine
what size type would work best for their needs. They could also use it to
compare the ascender, descender, and x-height from one typeface to another.
After many versions and revisions, a page was designed to be used for evaluated
purposes. On this specimen page are numbers that refer to specific aspects on
the page. These numbers correspond with questions on the questionnaire.
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To accompany the sample page is a questionnaire. This questionnaire was sent
to art directors, graphic designers, type designers, typesetters, commercial
artists, pre-press coordinators, printers, typographers, professors and students
of printing and design. This was sent to a total of thirty individuals and
companies throughout the Rochester area.
The circled numbers correspond with a part of the specimen sheet. very >ome not at all
(T) Do you find having the complete alphabet helpful? O 0 O O O
(2) Would you find a small biography of the designer interesting or
informative?
O 0 O O O
(5) Is showing different text sizes with various leadings sufficient for
your needs?
O 0 O O O
(4) Is having a character per pica chart be useful? O 0 O O O
5. Would you prefer to have a loose-leaf binder with pages that
can be updated and replaced?
O 0 O O O
6. Would you rather have a perfect bound book that would be
thrown away and replaced with updated versions?
O 0 O O O
7. Would you find it helpful to have a type specimen book divided
in to sections, such as serif, sans serif, script, and display?
O 0 O O O
8. Would you find it more helpful to have all of the typefaces
displayed alphabetically throughout the manual instead of being
arranged in sections?
O 0 O O O
9. Would having a glossary of terms associated with type be
helpful to you?
O 0 O O O
10.At the beginning of each section, would you find it helpful to see
a list of each font in that section?
O 0 O O O
@Would font metrics (in mm) such as cap height, x-height,
ascender and descender measurements be of use to you?
O 0 O O O
12.Would you find it useful to have a typeface analog (a cross-
referencing system) in the book?
O 0 O O O
@Would you find it beneficial to see text and display reversed out
of black?
O 0 O O O
fT3) In regards to your profession, would you find it useful to see
some letters in a screen tint?
O 0 O O O
15.Would it be useful to see an indication of which computer
system each font is available for?
O 0 O O O
@Do you find it helpful to see which ligatures are available for
each font?
O 0 O O O
@ Is a listing of signature characters useful? 0 0 O O O
@ Do you find a showing of special characters (exotics) helpful? 0 0 O O O
Would you prefer the two pages to be facing or on the front and
hark nf a sheet?
What kind of paper would you regard as most beneficial to a type
spprimnn book?
Please add any additional comments:
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This questionnaire is comprised of eighteen questions relating to the sample
specimen pages that accompanied the questionnaire. The reader would answer
in a rating system of
"very"
to "some", to "not at all"in reference to usefulness.
There were also two questions with space for write-in comments and an area to
give an opinion. These questions dealt with what components a user would
find useful and to what degree, regarding their profession. The questionnaire
also dealt with the preferable method of binding and if it would be the most
beneficial to have the specimen on facing pages or front and back of a page.
The organization of the complete book was addressed as well. Questions were
asked regarding a glossary, and the most efficient and effective way of
classifying and organizing different fonts - by section, or alphabetically. This
questionnaire has been most helpful to see how important certain aspects are
to the end user. It became very apparent how people use type and specimen
books. The same questionnaire was sent to everyone, regardless of their
profession. Initially, the questionnaires that were to be geared toward the
specific profession of the individual taking the survey. But it was much more
useful to have the same questions answered by people from different
backgrounds. This would provide insight into the results of the questionnaire
and the eventual outcome of the type specimen book. Nineteen responses were
returned with interesting feedback regarding the sample specimen page. As
shown in the listing below, the answers have been broken down by the number
of responses and also the percentage rate of the most favored response.
38
VERY SOME NOT AT ALL
1 . complete alphabet 13 - 1 1 - 86%
2. designer biography 2 3 6 2 3 38%
3. different leadings 5 6 2 1 2 38%
4. CPP 6 2 2 2 4 38%
5. loose leaf binding 12 2 1 1 - 75%
6. perfect bound - 1 2 2 9 64%
7. divided by section 10 4 1 1 - 63%
8. alphabetical listing 4 - 5 3 4 31%
9. glossary 1 2 8 4 1 50%
10. complete list of fonts 10 4 - 2 2 56%
1 1 . font metrics 1 3 7 2 3 44%
12. analog 3 4 5 3 1 31%
13. reversed out of black 3 4 6 3 - 38%
14. screen text 2 5 2 5 2 31%
15. computer system 8 2 3 1 2 50%
16. ligatures 4 5 6 - - 40%
17. signature 1 4 9 2
- 56%
18. exotics 3 4 5 3
- 33%
19. facing pages 10 71%
front & back 2
undecided 2
20. paper
text (24 lb.) 3
dull coated 2
glossy 5 31%
synthetic material 2
cover (70 lb.) 4
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As seen by the breakdown of the questions, there were mixed reactions to many
of the questions. This is mainly due to the different professions of the takers of
the survey. The first question pertaining to showing the complete alphabet
received the greatest percentage of agreeing votes. Eighty-six percent of the
answers were favorable to showing the alphabet in its entirety. The next
question regarding the informational value of having a brief biography of the
type designer received the majority of its votes in the
"some"
category at 38
percent. A comment written on one survey was that the biography helped the
survey taker in her profession as a graphic designer. She stated that if she were
designing a piece that was supposed to look as if it were from a specific time
period, the biography would be helpful in her selection of a typeface that was
developed at that time in history. The remaining votes were dispersed evenly
throughout the other answers. In addition, question number three dealing with
showing different text sizes and different leadings received 38 percent of the
votes between
"very"
and "some", although 31 percent of its votes were under
the
"very"
category. 38 percent of the votes for the usefulness of characters per
pica in question number 4 were also fell under the
"very"
useful category. An
interesting comment by a pre-press coordinator was that with the
overwhelming use of computers in most aspects of the graphic arts field, he
would find a tracking indicator much more useful that characters per pica.
Question number 5 received the second largest majority votes. 75 percent of
the survey takers agreed that loose-leaf binding was preferred for a type
specimen book. This was an even greater umber than the 64 percent that
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agreed that perfect binding was "not at
all"
useful. The reasoning behind this is
that a loose-leaf version is easier to update and add pages and inserts. While
some of the previous questions refer to the actual contents of the page, the next
four questions, numbers 7 through 10, deal with the overall composition of the
pages of the book. Sixty-three percent agreed it was "very" useful to divide the
specimen book into sections. For example, all of the serif typefaces would be in
a section designated specifically to "Serif", sans serif in the "Sans
Serif"
section,
script in a "Script" section, and so on. Only 31 percent thought it was
"somewhat"
useful to have all of the fonts arranged in a comprehensive
alphabetical list.
In reference to the composition of the book as a whole a glossary of
terminology pertaining to typographic terms and letter structure received half
of the votes in the
"somewhat"
useful category. But 56 percent of the voters
were in agreement that the concept of having a listing of the fonts at the
beginning of each section a necessity.
To return to the rating of the actual components of the page, the greatest
majority of voters to agree on font metrics and their usefulness was at 44
percent, and they felt it was only
"somewhat" helpful. As mentioned by one
graphic designer, the font metrics help to compare x-height with a numerical
value rather than by eye, which can be deceptive.
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Question number 12 received 31 percent of the responses in the
"somewhat"
useful category in reference to a typeface analog, or a cross-referencing system.
This system could direct the user to other typefaces that may have similar
attributes, but different names and foundries. The only drawback to this
function is that inexperienced users may inadvertently choose a typeface they
conclude to be "similar", which in actuality may not be. One of the purposes of
this type specimen book is to educate users about type and the correct uses. A
cross-referencing system may only add to a novice's confusion.
Having text reversed out of black received 38 percent of the votes in the
"some"
category. This, along with showing text in a screen tint did not seem to be vital
to any of the professionals surveyed. Thirty-one percent felt screened text was
ofmoderate importance, with an equal number of votes between
"very"
and
"some", and
"some"
and "none".
Half of the correspondents agreed that stating which computer platform the
type was available for was very important. The other eight remaining votes
were intermixed throughout the remaining choices. This depended on the
capacity of the business they were in. A suggestion received from a freelance
graphic designer was to also tell if the type was Postscript or Truetype.
Question number 16 dealing with ligatures was
"some"
what necessary to 40
percent of the group. Signature characters were deemed
"some"
what necessary
by 56 percent of the 16 survey takers.
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The question regarding with exotics was only considered
"some"
what
important by 33 percent. Most people assume that a typeface comes complete
with all of these characters.
Question 19 addressed the issue of the most effective and efficient method of
assembling the pages. 71 percent voted in favor of having facing pages for each
typeface. It became imperative to have two pages so it would be possible to
incorporate all of the information needed to appeal to all different professions.
A blank line was available for everyone to fill in their opinion on what type of
paper they thought would be the most effective to be used for the pages. 31
percent cast their votes for text weight glossy paper. A 70 pound text received
the second greatest number of votes. The minority of votes was for 24 pound
text weight, dull coated and synthetic material. The individuals that voted for
dull or matte finish explained their choice by the fact that they like to be able to
write on the pages. Those who chose a synthetic material gave their reasons as
due to the face that their specimen books are subjected to heavy usage, a
synthetic material would last longer.
Two interviews were also conducted - one with a local typographer, Mr. Rod
Smith of Rochester Monotype, and one with a curator of a rare book library,
Mr. David Pankow of the Cary Library at the Rochester Institute of
Technology. The typographer had tried to design a type specimen book in the
past for Linotype-Hell and shared some of his experiences with me. He helped
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clarify the reasoning behind some of the aspects ofmy type specimen page. He
suggested using different page formats for text pages and expert and ornament
pages. During the course of the interview, Mr. Smith pointed out that the page
showing the typeface is the most important; expert pages and are there to show
additional information. In addition, ornamental faces don't have all of the
information that a typeface has, therefore ornamental faces do not need a
complete page. As also pointed out by Mr. Smith, in the blocks of text, roman
and italic were shown in the same paragraph. A valid point that he made was
by combining roman and italic in one paragraph the
"color"
of the text is
disturbed. This can be visually misleading to graphic designers, or to someone
trying to use the paragraph as a rough estimate for copyfitting. In his opinion,
a type specimen book should either be a working book for type use or a book
designed to sell type. If it is the latter, its sole function is not to be a designed
piece. It is merely to advertise and sell type. A type specimen book should
convey a feeling for the type, should be easy to use, should educate the user,
and if for a specific company, advertise and sell their type. He also suggested
that when showing tracking, not to truncate the line of text. An argument for
this could be that when showing tracking, the viewer should be able to see how
much type fits in the same area with different amounts of tracking involved.
The interview with Mr. Pankow was also very informative. A comment given
was that instead of giving a biography of the type designer, a more interesting
and informative approach might be to include some brief information about
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the designer and the evolution of that particular typeface. He also pointed out
in reference to the font metric chart, that perhaps it would be more useful to
show the size comparisons in percentages as opposed to millimeters.
The second type specimen page was designed after the tabulation of the
results. This page became greatly modified from the initial page.
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While using the results from the questionnaire, a few modifications were made
based on research and various comments from professionals. For example,
instead of using facing pages a larger page was created that had a section that
would fold to fit into a loose leafbinder. This, in turn, cuts down on excess
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paper and makes it easier to add updates. In a facing pages format, the backs of
each page would have to be blank to allow for updates and new pages to be
added. For each typeface to have two pages that cannot be double sided would
quickly amass into large amounts of paper. The end result would be a specimen
that would be too large and unwieldy to handle. Thus, this led a page that
folds over on one side. On the 3% inch fold is the type designer's biography.
This, along with the complete alphabet become the introduction of that
particular typeface to the viewer. By having the fold over all of the other
information, the viewer is not confused or overwhelmed with a large amount
of information. He or she can study the typeface in its entirety before opening
the fold over to reveal all of the accompanying information. On the inside of
the page, all of the pertinent information is arranged in a format for easy use.
This new layout incorporates all of the features that received a majority of
votes in the
"very"
much a necessity category. The features that were thought of
as not necessary have been excluded from this version. For example, different
widths of lines have not been included because they stay consistent throughout
all typefaces. The text in a screen tint was also removed. Although ligatures
were classified as only
"some"
what necessary, they are shown with the
complete alphabet listing. Although they may not need to be called out
separately, it is beneficial to show them with the alphabet. The user can see
what the ligatures look like, and which one are available for that particular
typeface. An aspect that was removed was the exotics category since the
majority of the survey takers did not seem to think of this feature as a
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necessity. The signature characters remain, even though the majority of people
thought it was only
"some"
what useful. Some users may not be familiar with
the terminology - specifically, the phrase "signature characters". Thus, the
phrase was altered to read "Recognition Characters". As one person pointed
out, all or many of the elements incorporated into the first specimen page were
interesting, but not all were useful. These types of elements would rarely be
used, if at all. This statement is true, but what elements are necessary to each
user is dependent upon his or her profession. What should be in the ultimate
type specimen book is subjective upon the user.
On completion of this design, samples of specimen pages were sent to the same
thirty people that originally received the first sample page and questionnaire.
On the most recent mailing, one sample page - each person received a page
representing serif, sans serif, script, display and ornaments. Also included was
an expert page to accompany the serif section. The expert page and ornament
page would not have the fold-over. Along with these sample pages, a comment
card instead of a questionnaire was enclosed so people could give an objective
opinion without being limited to a list of questions. This time ten responses
were received. Generally, the responses were favorable and positive. There were
some helpful comments made that had an impact on the final design and
decisions that were made regarding the specimen.
Due to the fact that technology is growing at an incredible pace, the type
specimen book is quickly outdated. New typefaces, updates, and different
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computer platforms are all constant problems facing designers today. Since the
original questionnaire was sent and tabulated a hard-copy type specimen book
is almost obsolete. Trying to keep information current in a book is impossible.
Either a new book would have to be sent out with new updates on a regular
basis, or pages would have to be added. Not only is this expensive, but
environmentally it is a huge use of paper and resources. Many designers do not
have the time to add updates to a book. Plus, the size of the book would be
staggering. To keep cost down, the most economical way to produce a type
specimen would be in black and white. It becomes impossible to show color
and the results of text on a color, or knocked out of a color. The many
limitations become a factor in the production.
New software packages have been developed that have been proven to be useful
learning and education tools. This software enables the user to have an
interactive experience. Not only is it useful in an educational sense, but it is
convenient. Updates are easily performed. A program can be easily transported
on a CD-rom. A type specimen created in such a program would be invaluable.
Every month a new CD could be sent to users containing new fonts or new
information. CDs are economical to produce in mass quantities. A program
such as this appeals to designers, not only our of respect for the environment,
but for the ease of use and accessibility.
An interesting aspect to note is that on the comment cards sent out after the
second specimen page, a few of the responses stated that a type specimen on
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the computer would be extremely useful. At the time, the technology was not
sophisticated enough to create a comprehensive type specimen book.With the
technology now available, a virtual type specimen is a recognizable reality. In
fact, much more can be explored and achieved by creating a type specimen on
the computer.
Using the responses from the questionnaire, a type specimen was created on
the computer using "Macromedia Director 6.5". A multimedia program,
"Director" has the capability to be programmed to contain interactivity.
"Director" is the perfect vehicle for a type specimen book. This project, the
"Virtual Type Specimen" takes full advantage of the interactivity that
"Director" has to offer, as well as using color, animation and sound to make
this type specimen interesting as well as useful.
The initial splash pages that show the seven
categories of type are merely decorative elements,
using visual stimulation and music, to appeal
to graphic designers. At any time during the
playing of these pages, the user can click on
them to be taken to the table of contents.
Seven buttons are shown horizontally across the
page. Accompanying sound tells the user which
category each button represents.When clicked, the
button takes the user to theat respective section. As
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an example, if the user is to click on the 'serif
button, he or she will go to an alphabetical listing
of all of the serif typefaces. For ease of navigation,
there are tabs running vertically down the right-
hand side of the page. These tabs will take the user to any of the other
categories. Also on this page is a '?' button, which will take the user to the
"Help"
section. There is also an "x" button, which will quit the "Virtual Type
Specimen".
awe /X/..-/V
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After the user clicks on the name of a particular
typeface, he or she is taken to the specimen page.
Since links can take the user to other areas of the
specimen, the initial page has material, that while
representational of that particular font, remains consistent throughout the
entire specimen program. These elements, such as tracking, leading, font
metrics, key characters, the members of the font family and the font in both
black and white shown on different colors are all applied to each typeface. The
specimen page has a complete showing of the alphabet that when clicked, will
show the key characters for character recognition. There are three buttons
labeled "tracking", "leading", and "font metrics". By clicking on any one of these,
the user will be taken to the section that shows different variations of each. For
example, by clicking on the
"leading" button, the user is taken to an animated
showing of different point sizes of a paragraph with different leadings. 10/10,
10/12, 10/14, 12/14, 12/16, 14/12, 14/14, and 14/16 are all displayed.
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If the user chooses the "tracking" button, he or she will see tracking displayed
at -100/1000 em, -50, 0, +50 and +100.When "font is chosen, charts
will animate, showing the height in millimeters of capital "H", and lowercase
(1 <t )> J CCl )>b , p , x , and bp .
There are also other features of the type specimen pages that have interactivity.
If the user clicks on the typeface name, all of the members of the type family
will be listed. By clicking on any one of these, he or she will then see a complete
alphabet of that member of the family.
There is also a biography of the typeface designer. The user can read the
biography, or click on the "sound" button and listen while the biography
is narrated.
This interactive type specimen is easily updated or completely revised. New
information is easily added and outdated information can be easily deleted.
This format of interactivity is widely appealing to graphic designers and
students of graphic design. New updates can be sent at timely intervals with
new information and offerings. Technology is outdated so quickly that the cost
effective method of using CD-roms works well.
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Chapter 6
Results
Upon completion of this project, many people were asked to view the
prototype. They were given no direction-they were allowed to freely explore
the "Virtual Type Specimen". Overall, the responses were favorable. Many of the
viewers were amazed that there hasn't been anything like this developed
previously to be used by graphic designers.
Some of the users asked to view the prototype were not graphic designers. This
was to see how well the navigation worked and where the eye was drawn
first. Their response was favorable as well. Some mentioned that they learned
somethings about type that they were not aware of before. Louis DiRisio, a
home builder and a PC user, mentioned that the layout was captivating and he
found it easy to navigate between the different categories. Vincent Russo, an
independent investor, believes the interface is very user-friendly and this
program was usable even for those that do not know much about type. It
became a learning tool.
Working professional graphic designers also viewed this project. They were all
in agreement that the "Virtual Type
Specimen"
was needed in the workplace.
The use of type is suffering due to the computer. One graphic designer from
Atlanta, Leslie Lord, believed that the key character was a critical part of a type
specimen. "So many times I am trying to match a typeface on an existing
design. This feature could be so helpful. A huge time
saver,"
states Miss Lord.
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Susan Hauck, a Rochester-based designer agreed with Miss Lord's comment.
She also stated, "Being able to see tracking gives me a good idea for what
different typefaces can tolerate. I can look at the +50 and maybe see an effect I
am trying to achieve, or I can picture that typeface with +20 or +30 after seeing
that +50 is too
Juniors graphic design students at Rochester Institute of Technology were
asked to review the prototype "Virtual Type Specimen". They were intrigued
with the design. The splash pages, using graphics and music, greatly appealed
to them. One comment that was consistent was that they weren't always sure
where to click. They suggested rollovers, so that when the mouse is rolled over
an area, it changes color to let the viewer know to click there. One student's
comment was particularly interesting, "The design is great, contemporary and
refined. I like the main screens that describe each form of type. You may want
to use some subtle rollovers on the main interactivites, just to let the user know
where to go. Other than that, your hard work has paid off, not only
aesthetically, but also By having this appeal to designers and
students, the main users, they are more apt to explore a virtual type specimen
and use the information.
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Chapter 7
Summary & Conclusions
This thesis project was an evolutionary process. Starting with a hard copy type
and gradually evolving into a virtual, interactive type specimen book, the
changes in technology and the affect on society have become obvious . This
specimen provides the user with information that is critical to the profession of
graphic design. The "Virtual Type
Specimen"
gives insight into type and
typography. This thesis project is not only a convenient and updatable type
specimen, but it provides the user with information about leading, tracking,
key characters, font metrics and color. A graphic designer will use the "Virtual
Type
Specimen" due to the fact that it is readily available on the computer,
whereas a hard copy specimen book may not be used due to its inconvenience.
Overall, the response to the specimen was quite positive. Some useful
comments were made regarding the existing specimen and possible some
revisions to be made to future editions.
There are updates being made to software constantly. As the technology
develops, the "Virtual Type
Specimen"
can be updated as well. The specimen
can have new and exciting elements added. After the specimen has been
installed in the workplace and becomes a working fixture in graphic design
firms, revisions and updates can be made. Feedback from graphic designers
may be the cause of additions, changes, and revisions. Also, with the
ever-
expanding use of the web, the "Virtual Type
Specimen"
may eventually be
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I think I am
pretty much
of a fatalist.
You have to accept what
ever comes and the only
important thing is that
you meet it with courage
and with the best that
you have to give.
- Eleanor Roosevelt
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Full Size Sample of Second Type Specimen Page for Evaluation
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Century Old Style Roman
(2\ The original Century typeface was designed by Theodore Low DeVinne to pro
vide greater legibility for the magazine The Century. He achieved this
through an increased x-height and thicker hairlines. In 1906 Morris Fuller
Benton designed a more fundamental version: Century Oldstyle. This face
diverges greatly from the original Century. In fact, Century Oldstyle seems to
be based on Caslon. The top serifs of this face are angled and the stress of
curved strokes is diagonal, resulting in a bolder, heavier face.
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Full Size Sample of Final Type Specimen Page after Evaluation
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FONT METRICS (40pt. Minion)
H 9.3
p 9.08
b 10.1
x 6.05
KEY RECOGNITION
CHARACTERS
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CPP FOR MINION
6 7 8 9 10 11
4.62
12
3.97
13
3.46
18
3.08
20
2.78
24
2.52
36
2.31 2.13 1.54 1.38 1.15 77
When a type design is
good it is not because
each individual letter of
the alphabet is perfect in
form, but because there
is a feeling of unbroken
harmony and rhythm
that runs through the
whole design, each letter
to every other and to all.
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MINION
fffiflffiffl
ABCDEFGHIJ
KLMNOPQRST
UVWXYZ
I23456789O
MINION EXPERT REGULAR
wxrz
MINION SWASH REGULAR ITALIC
SERIF
ABCDEFGHIJKLMN
OPQRSTUVWXYZ
y4 v2 y4 v8 % 5a % V3 %
fffiflffiffl 1234567890
MINION EXPERT ITALIC
ABCDEFGHIJKLMN
OPQRSTUVWXYZ
lA V2 % V8 % 5/8 % V3 %
fffiflffiffl I23456789O
MINION EXPERT SEMIBOLD
ABCDEFGHIJKLMN
OPQRSTUVWXYZ
V4 V2 3AV83/85/8 Vs Vs 2A
fffiflffiffl 1234567890
MINION EXPERT SEMIBOLD ITALIC
2L<BCcD6rFQ<H(lJ(K
HM(NOcPQ%STU(V
WXTZ
MINION SWASH SEMIBOLD ITALIC
$ $S\ fS, ) 4>
% V2 3/4 y8 3/8 5/8 % V3 2/3
fffiflffiffl 1234567890
MINION ORNAMENTS
MINION EXPERT BOLD
V4 V23V4V83V85/87/8 V3 2A
fffiflffiffl 1234567890
MINION EXPERT BOLD ITALIC
y4 vi % Vs % % 7/8 V3 %
fffiflffiffl 1234567890
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